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THE ART AMATEUR 



methods, get him to judge of the success of different 
tones by their resemblance to the copy." 

" You take a certain pride in thus being able to use 
your men ?" 

" Certainly. It has helped me in my scheme of econ- 
omy. You remember we have but little money." 

" As the end of the church is, in the ecclesiastical 
idea, its most important part, here I place my most im- 
portant decoration. Now I bring in my draughtsmen. 
I am forbidden by my agreement with the church, and, 
if I were not, I would so abstain, from using 
any decoration not becoming a Congrega- 
tional church. I cannot, then, refer to eccle- 
siastical tradition for what I shall do at what 
would be the apse or chancel." 

"What would that suggest ?" 

" All chancel or apse decoration is based 
on something standing up— something per- 
pendicular — a high altar, for example. Here 
I study the French Romanesque, where you 
find the old Greek influence that never died 
out from the south of France. I decide on 
a portico arrangement, the straight triangular 
lines of whose pediment by contradiction em- 
phasizes the arch." 

" Will it not seem like a passage-way?" 

" No, the round arch outside of it prevents 
its resembling an opening, which it should not 
appear to be. All this detail I have drawn 
full-size as carefully as if it were for the home 
of a millionaire, and this is the most expen- 
sive part of the work." 

" Can I see the drawings ?" 

" No, because they were stolen, as were 
many others, to set another man up in busi- 
ness. I only wish I might show them to you. 
This, the portico construction, is, as it were, 
connected as nearly as possible with the real 
shadow of the arch, and with a slight amount 
of modelling. 

" The remainder of the surface, which is 
about nine tenths of that inclosed within the 
arch, is covered with ornamentation, gilded 
and painted with careful attention to advanc- 
ing and receding colors, so that a suggestion 
of modelling is carried all the way through." 

" That seems abstruse ?" 

" It is the difficult part of it all, for it im- 
plies a knowledge of painting, and lies at the 
basis of all color decoration." 

" You find workmen to understand it ?" 

" An executant will .always discount your 
work. Give him a hundred, he may return 
ninety-five per cent., if he does it as well as 
yourself. Sometimes you will find such an 
one, and he will discount what to his eye seems 
allowable. 

" But in this space a text is to be intro- 
duced. It is selected by the minister, and 
embodies the spirit of his teaching. That, 
then, is the important thing. I make a break 
in the panel and treat it differently from any- 
thing else in the building. Here I recall in 
very light tones the color of the ceiling. 
Against that the text alone stands relieved. 

" Conceive below this, then, the lines of 
the ambo — the reading-desk — and you will 
understand how it unites with the lines of the 
portico and surrounding arch in a consistent, 
harmonious, and decorative arrangement of 
lines." 

" How do you treat the space surrounding 
the arch ?" 

" There I continue the idea of panelling 
which decorates the clerestory, and thus con- 
nect it with the side-walls." 

"And the ceiling of the galleries, as it 
were, of the clerestory?" 

" Here I have no interest in lilting the ceil- 
ing; on the contrary, were I to do so I would emphasize 
the villainies in the construction of the arch. The soffit 
is as thin as paper. But if I take the soffit, and color it 
to melt into the gallery ceiling, I get the appearance of 
thickness. So I gild both and ornament with a simple 
pattern in color." 

" Do you decorate in any way the side-walls below ?" 

" No," said Mr. La Farge, looking at his watch, " but 
we will leave that matter, if vou please, for consideration 
in another talk." M. G. H. 



The Japanese koro, or incense-burner (five feet, nine 
inches high) illustrated herewith by the courtesy of the 
owners, Messrs. Gribble & Nash, is a fine example 
of modern Japanese bronze work. It was cast and 
finished by Masayoshi, of Tokio. The figure at the top 
is that of the goddess Benten Sama— the Chinese Venus, 
who is often represented on a dragon ; the figures below, 
among the vine-wreathed bamboo supports, are the seven 
Chinese sages. A certain sage who spent his time in 
fishing, until the emperor made him prime-minister, is 




body remembers having seen, in old houses, panelled 
papers, with hunting scenes, landscapes, Venetian pal- 
aces, or pastoral subjects, repeated over and over. It is 
true that most of these have very little artistic merit, 
but they are quaint and old, and as good as many other 
old things, which are admired chiefly because of their age 
and consequent rarity. And these old papers are not all 
to be despised, looked at from the point of art. The first 
attempts to introduce printed paper hangings of a high 
grade were 'made by artists of considerable talent. In 
France, especially, such well-known designers 
as Jean-Baptiste Fay and J. Lafitte did not 
disdain to make drawings for the manufac- 
turers of their day any more than William 
Morris or Walter Crane do to-day. 

One occasionally finds in the lining-paper 
of old books specimens of printed wall-paper 
of an earlier period, that of the latter end of 
the Renaissance. In these the design is 
usually of flowers or insects, and while, in 
general, recalling the characteristic stamped 
leather hangings of the time in handling and 
treatment, they are evidently free imitations 
of the Chinese and Japanese painted or printed 
papers imported by the Hollanders. 

Up to 1688 the stencil was the means most 
used in Europe, as in the East, for the pro- 
duction of ornamental wall-papers. About 
that time Jean Papillon, and, after him, 
Jacques Chauveau, brought to a relative de- 
gree of perfection the method of printing from 
rough woodcuts still in use. In 1785 we find 
Huet, Fay and the younger Fragonard pro- 
ducing designs for Reveillon and other manu- 
facturers. The great factory at Mulhouse 
was founded in 1790, and received some of 
the artists of the Gobelins factory, who had 
to fly from France because they were suspect- 
ed of being royalists. 

A collection of examples of old papers 
might, then, include works of well-knbwn 
artists, of very different styles, and of some 
of the most interesting periods of European 
art manufacture. It could be turned to use 
just as scraps of old stamped leather, of 
tapestry or damask are, for linings of cup- 
boards, for backgrounds to recesses and 
shelves, for screens, and several other pur- 
poses. It would be found comparatively an 
inexpensive hobby, and there would, doubtless, 
be no difficulty in inducing dealers, who make 
yearly trips across the Atlantic, to take the 
little trouble that would be required to hunt 
out the most interesting examples. R. R. 



JAPANESE KORO, OR INCENSE-BURNER. DRAWN BY 
E. J. MEEKER. 



represented on the face of the koro. In use the incense 
is placed in the koro, through an opening in the back. 



PROGRESS AV GALVA NO-PLASTIC 
WORK. 



OLD WALL-PAPERS. 



Nowadays, when people delight to furbish up and 
bring again into use everything of a decorative sort that 
has descended to us from the past, it is rather strange 
that old-time wall-papers should be forgotten. Every- 



At a conference recently held at the 
Union Centrale des Arts Decoratifs, in 
Paris, M. Henri Bouilhet made some sugges- 
tive remarks on galvano-plastic reproduc- 
tions of works of art, which, as such repro- 
ductions are much used in the ornamentation 
of our apartments, are in place here. It is 
plain, to begin with, that while casts in plaster 
may give fair ideas of originals in marble or 
other stone, they cannot give a notion of 
what works in metal look like, the effect of 
these latter depending greatly on the color 
of the surface, its polish, and the finish of 
the details, particularities which cannot be re- 
produced except in a similar metal. In the 
galvanic battery any metal may be used, ei- 
ther to form a solid piece orto make a coating 
, on a shell more or less thick of another metal, 
and the original, from which the cast is taken 
can be copied so minutely, that, except by 
an expert, it can hardly be distinguished from the repro- 
duction. The difficulties encountered until recently 
were mainly in the production of alloys and in the imi- 
tation of the flow of the metal in castings. Many 
electrotypers, even in this country, are now prepared to 
obtain in the battery any required alloy to cast, that 
is not only in pure copper, gold or silver, but in 
brass, bronze and other compound metals of any re- 
quired density, color, and fineness of grain. It is even 
possible to reproduce the finest Japanese work in differ- 
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ent colored metals so as to give quite the color effect 
uf the original. 

* The other difficulty, that of imitating the fibrous flow 
of bronze, or other metal, in a casting, M. Bouilhet inti- 
mates, has also been overcome. If so, the fact is of 
great importance. The main objection to the use of 
galvano-plastic copies of works in relief has been their lack 
of fibre. The metal is usually deposited in the battery 
in a more or less finely granulated condition, the re- 
sult of which is a far less pleasing texture than that of 
a good piece of artistic casting. If this defect has been 
overcome, galvano-plastic works may be used by the 



quired, the first should be painted in water or water 
mixed with dextrine and the second in turpentine. Or 
the first may be fired before the second is put on. 



PRACTICAL LESSONS IN CHINA-PAINTING. 




DECORATION FOR A TAMBOURINE. 



most fastidious in important positions, near the eye. At 
present they are properly restricted to a subordinate 
place as to ornament the panels of an outer door, or to 
furnish enrichments to be inserted in carved woodwork. 
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RECIPES FOR METALLIC LUSTRES. 



The processes used for obtaining the metallic reflec- 
tions so much admired in fine specimens of Hispano- 
Moresque and Gubbio wares have long been unknown, 
though many attempts have been made 
in modern times to imitate the golden re- 
flections of Valentia and Granada platters 
and vases, and the ruby red of the 
Italian faiences. M. Th. Deck, in his 
work on faience, recently issued 'as a 
volume of their " Bibliotheque de V en- 
seignement des Beaux Arts," gives the 
result of his experiments as follows : 

For the gold, take sulphate of cop- 
per, two parts ; sulphate of silver, one 
part ; mixed red and yellow ochre, twelve 
parts, and sulphate of iron, five parts ; or, 
another combination is, sulphate of cop- 
per, five parts ; nitrate of silver, two parts ; 
colcothar, one part, and bol d'Armenie, 
four parts. For the ruby, take sulphate 
of copper, five parts ; protoxide of tin, 
two parts ; lamp-black, one part, and 
mixed red and yellow ochre, four parts. 
The ruby may be varied by using, in- 
stead of the above, oxide of copper, eight 
parts ; oxide of iron, five parts ; colco- 
thar, six parts, and bol d'Armenie, six 
parts. These matters are pulverized and 
mixed with wine vinegar, and applied 
rather thickly to a piece already fired and 
glazed. The piece is then exposed in a small furnace to 
flames barely at red heat. Smoke aids the operation, 
which should be conducted slowly and with great care. 
The pieces come out covered with soot. The compo- 
sitions given above may be varied as to proportion of 
ingredients so as to obtain several shades of color, but 
practice, watchfulness and judgment are necessary, and, 
even with these, the result is not certain. 



VI. — FISH-SETS— GAME-SETS. 

Under the comprehensive name of sea-food may be 
found many objects which, if not very artistic in them- 
selves, may be made to appear so with the help of the 
beautiful things naturally associated with them. For 
example : fish and bivalves may have fine sea-weeds, 
dainty shells, or rosy corals around them. Never intro- 
duce so much variety as to interfere with the individual 
character of the design, or forget to give careful consid- 
eration to questions of prominence and subordination. 
Every design should be attractive as a whole, without 
diverting the eye by presenting this, that and the other 
pleasing little bit. This principle needs especial atten- 
tion when objects of different kinds are combined. Fish 
must be perfectly drawn ; they present many beautiful 
and exacting curves. When the scales are conspicuous, 
they must be lined off with almost mathematical accu- 
racy: This work need not be disturbed by laying on the 
local tint; then, with a small brush, trace the markings 
lightly over with the color indicated — probably gray or 
black. Many fish require more or less black green along 
the back and around the head. For trout use a salmon 
tint made of one third flesh No. 2, nearly two thirds ivory 
yellow, the balance carmine No. 3. The specks may have 
carmine No. 3 brightened slightly with orange yellow. 
The browns and brown green may be used in shadows. 

Sometimes fish and the surrounding objects are par- 
tially covered with irregular horizontal strokes of black 
green producing a shaded watery effect. If but the 
faintest hint of water is wanted, use sky blue and black 
or carmine and apple green. The latter combination 
is preferable where no shadow is wanted. A sim- 
ilar effect, or something more net-like, may be produced 
with gilt. But wherever gilt is to be laid the color must 
first be removed, else the gilt must be reserved for a 
second firing. 

Sea-weeds are mostly done with brown green, tipped 
and shaded with violet of iron. Brighter greens, or car- 
mine and purple, may occasionally be used. 

Red corals want carmine No. 1 and orange yellow, 
shaded with carmine No. 3 or even deep purple. 

Bivalves are painted with browns and the usual mix- 
ture of sky blue and black. They will bear very effective 
shades, but must not be made heavy and coarse. 



many distinct touches are admissible. Be sure, however, 
to produce a happy gradation of tone, and not a patchy 
effect. Where there is any overlapping of touches look 
out that the colors agree, and that the darker ones are 
laid on last. 

When white breasts of ducks or birds are spared, a 
delicate gray or neutral tint must be brought well up to 
the strong lights. 

Live game, birds, especially, require spirited and deli- 
cate drawing. Audubon said of his early practice in 
drawing birds : "My pencil gave birth to a family of 
cripples." Then, he adds : " These difficulties and dis- 





It is necessary to allow a tint to dry well before at- 
tempting to lay another over it, and, generally, says a 
French china-painter, when two layers of color are re- 



DECORATION BY FROMENT 



Ornamental shells may call for almost any colors. 
Brilliant, pearl-like effects are produced by bringing such 
colors as carmine, violet, green, and blue into sudden jux- 
taposition. Make quick, smooth passes of the brush that 
will leave a soft gradation of color, and do not trust to 
subsequent shading. 

Shells and fine sea-weeds alone make pretty decora- 
tions, and you are safer with these than with more sub- 
stantial objects if your skill is questionable. 

Large game dishes and game-sets admit of beautiful 
decoration. If birds are placed and drawn in a pleasing, 
correct manner, the coloring is comparatively easy, as 
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appointments irritated me, but never for a moment 
destroyed the desire of obtaining perfect representations 
of nature." The decorator need not copy minute char- 
acteristics as the ornithologist does ; but, where a little 
less is demanded in this respect, a great deal more is 
demanded in the way of artistic effect. The coloring, 
in any case, must come up to a high standard, if it really 
imitates the tones and gradations that nature has given. 
How beautiful are the iridescent necks and wings of 
some specimens ! For these effects, you want violet of 
gold and rich purple, changing into deep blue, and this 
into bright greens, which are enhanced by contrast with 
black and black green. The graver colors must receive 
no less care. It will be very apparent if 
the neatly flecked browns do not get full 
justice. Have the general tone smooth- 
ly tinted in, then touch on lightly the 
darker markings, or wipe out white ones ; 
the latter must be shaded with gray. 
Make round, receding surfaces vanish in 
delicate neutral tones, and be sure that 
the entire work is free from coarseness, 
of whatever kind or size the game may 
be. In the splendid Haviland " Presiden- 
tial set," painted to order for Mr. Hayes 
(and illustrated in The Art Amateur in 
Dec. 1880), there was one dish contain- 
ing a pair of life-sized ducks sporting in 
water, and another a proud turkey. The 
dishes were valued at one hundred dol- 
lars each. Before they were decorated, 
they were worth eight dollars each. No 
matter how large the pieces or how 
realistic the designs, no crude, rough 
work is to be tolerated on china. 

In many studies of game there will be 
accessories that may be treated accord- 
ing to the directions given for painting 
leaves, branches, etc., under the head of 
flower-painting. Very often the game 
will be relieved by landscape effects. If the distance in- 
volve work that is likely to suffer when the game or any- 
thing in the foreground is brought up against it or over 
it, let it be painted in and fired first, then it is secure; 
and when you come to paint the principal objects, you 
can work as independently as if you had nothing but the 
white china itself around them, and save the time that 
you would otherwise spend in guarding against blemishes 
or in trying to remedy them. 

Directions have already been given for simple cloud- 
like tinting. Use quiet colors that will not take away 
from the main features of the design. The lightest sky 



